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Introduction
The earliest dream I remember was when I was seven or
eight years old, blissfully living in the Maryland suburbs.
In the dream, I found a secret entrance in my room leading
to a mysterious slide. Overcome with curiosity, I entered
and began my descent, peering out the slide’s windows and
watching scenes from my house unfold. My grandmother
was cooking fried rice while my mother was studying in the
adjacent room and my brother was practicing piano (or rather,
procrastinating practicing). At the end of the slide, I hopped
out into a basement that resembled my elementary school’s
auditorium and suddenly I was in an Alice-in-Wonderlandstyle situation where I was as small as a mouse. Something
compelled me to dart up the stairs leading up to the stage
but the task was tedious given my size, not to mention the
thundering booms that interrupted me every few steps.
Outside the dream and in reality, I was a quiet kid who
neither underachieved nor overachieved and never felt
passionate enough to take any initiatives—but for some reason,
my dream self was a stubborn and forceful character. As I
persistently trekked my way up to the stage in this basement,
a monumental voice called out to me shaking my core.

Left
Fig 1.1: My great-grandmother holding her
daughter, my grandmother.

I was either
hearing God or my
grandmother.
My maternal grandparents sometimes visited the
United States to stay with our family, more so than my
paternal grandparents who were being taken care of
by my father’s siblings back in China. In our “American
dream” household my grandmother spent hours putting
together jigsaw puzzles in between cooking meals while
my grandfather befriended the elderly Chinese immigrants in the neighborhood. At the time my mother was
studying for the bar exam to obtain her law license so
I’m sure she had flown her parents to the US to help take
care of my brother and me while she and my dad were
constantly in and out of the house. I can’t remember
much else about my grandmother’s hobbies or habits
besides her inclination towards puzzles in the US and
her time in the hospital in Daqing, China a few years
later. She required attendance almost 24/7 due to her
colon cancer and needed a nurse every time she needed
to go to the bathroom. I remember that the hospital soup
was delicious and they served it in a plastic bag so they
wouldn’t need to do as many dishes.
My grandmother’s passing in 2010 was the first close
family death I had experienced and up until this day, I still
lament not knowing her better. My memories with her
extend past our “real” interactions and into my dream
space where I revered her so highly that she was akin to
God. She wasn’t an overwhelmingly kind or grand character, but she did help with my Chinese homework and
make me the best fried rice I’ve ever tasted.
My most recent dream was from a prolonged nap I
took after class. In this dream I was on a cruise in Providence with a man who looked suspiciously similar to the
actor Asa Butterfield. The cruise staff had taken martial
control over the city, limiting wifi and electricity use to
9am–5pm with heavy surveillance. Without even talking,
Asa and I coordinated to sabotage a cruise employee, steal
his keys so we could bypass the wifi restriction, and check
our phones. Asa then confessed his love to me via a note he
tucked under the employee’s shirt collar so I could find it
when I searched his body for the keys.
This isn’t a critique on how adulthood has corrupted
my innocent childhood memories nor a cliche about how
pop media has infested my psyche, but rather just an
observation of my dreams and the space I give for them.
For two years, I’ve been keeping a dream journal in which
I record anything I can remember as soon as I wake up.
The pages have slowly filled up with scrawls and doodles
and fragmented memoirs of a life that doesn’t even seem
like mine and yet, every dream I can vividly remember

Right
Fig 1.2: My maternal
grandmother, brother,
and me.
Far right
Fig. 1.3: My maternal
grandfather’s family.

feels like a portal into an alternate dimension in which my
subconscious reality is as tangible as my conscious one.
I started the dream journal at the beginning of the
pandemic when my college sent all its students back home
and the catastrophic hopeless sentiment that it would
never end started to settle in. Constantly bombarded
with social media and exhausted by remote schoolwork,
I turned to lucid dreaming to introduce a hobby into my
monotonous routine at home. Video tutorials and online
articles offered advice on how to begin lucid dreaming,
advising me to drink apple juice and recite affirmations
before sleeping—“I’m so excited for the great dream I’m
going to have tonight.” One of the most important habits to
cultivate is learning how to remember your dreams so you
can recognize when you’re in one, so I began jotting them
down on my phone every morning. One of my earliest
entries detailed a dream in which my dad drove me to
Providence only for me to be trapped by an organization
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that conducted human experiments on students. I then
escaped after murdering one of the organization members
and biked to a circus on the top of College Hill. Another
describes the panicky dread I felt when my dream self
accidentally deleted my brother’s save file on our shared
Fire Emblem Gameboy cartridge.
Eventually, I transitioned to filling up a spiral journal
with entries that began to include diagrams and gestural
lines, becoming more visually compelling as I drew the
architecture, colors, textures, and geography of my
dreams. This naturally led to my interest in integrating
my dreaming practice with my design one as I started to
illustrate the entries. The fascination with my dreaming
adventures developed into visual narratives as I translated
journal entries into expansive fictional worlds and stories.
My definitions of reality, metaphysicality, and imagination blurred. I would animatedly describe situations in my
dreams to friends as if they actually happened or forget
traumatic events as if they were fleeting dreams. I lived in
the liminality of two realities, an existence that was terrifying as much as it was empowering.
Eventually, dreaming became a key method in my
research to seek out and materialize alternative worlds. It
became the object of my obsessive interest in visualizing
speculative futures in contrast to the one we currently
live in. I harnessed my dreams as a space in which I could
freely express my queerness or explore my interests
towards celebrities and fictional characters. It became
a reality in which I could rekindle trust with those who
hurt me and I could engage in abolitionist praxis with
my broken relationships. Patterns about my lifestyle and
mental state became more and more visible as I annotated
and categorized my journal entries, deciphering their
implicit meanings. Even my cruise ship sabotage dream
can be interpreted as representing my ardent resistance
against dictatorial hierarchies and my subconscious
desire for mediocre-looking men to find me attractive.
The beginning of the pandemic was also the height
of demands to #AbolishthePolice, so I was also intensively researching abolition and mutual aid and I spent
hours reading political theory resources and books. In
her acclaimed book about prison abolition, Angela Davis
(2003) asks, “Are prisons obsolete?” to which I initially
expressed skepticism. After all, my upbringing and limited
understanding of police and prisons didn’t teach me
about the mass incarceration of Black, Indigenous, and
undocumented people or the white supremacist origins
of policing in the US. My privilege as an able-bodied, light-
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skinned, and documented citizen who spent her life
living in the suburbs shielded me from the reality that
generations of other oppressed communities faced. As I
learned more from existing organizers and scholars, the
answer became explicitly clear to me that prisons indeed
are obsolete and must be replaced with new structures
of transformative justice and community care. After
this realization, abolition seemed daunting again—how
would society arrive at a place in which prisons are no
longer necessary and what would that look like tangibly?
What systems would stay intact and which ones would
be toppled? How and who would address the inevitable
harm in our neighborhoods? My pessimistic outlook
made it feel impossible to envision this ideal world, a
phenomenon that Mark Fisher (2009) aptly describes as
“capitalist realism” (p. 6) in which we cannot imagine an
alternative to capitalism because it “seamlessly occupies
the horizons of the thinkable” (p.12) and has “colonized
the dreaming life of the population” (p. 12).
My search for answers intersected with my interest
in self-publication and zines, which are booklets that are
usually made in short periods of time with commonplace
technology for easy distribution. Independent publications have an extensive history in political activism,
notably dating back to the Civil Rights Movement in the
1960s (Ramdarshan Bold, 2017, p. 216). Publications such
as the Black Panther Party Newspaper, Gidra, and I Wor Kuen
provided mass-distributed networks for information
and connection within the communities to which they
spoke. These groups used zines as visual and intellectual
spaces to imagine change and explore the possibilities
outside of a white-dominated sphere. Sustained by the
communities for which they served (Ramdarshan Bold,
2017, p. 218), zines also historically represented spaces
for self-determination and radical inquiry free from
police and state surveillance, thus embodying a visual
artifact of political resistance. My own zine practice then
became a key component in finding alternatives through
dreaming and speculation, offering a glimpse into how
I can build worlds and imagine new futures for both
myself and my communities.
My fantastical dream worlds became a safe refuge for
me to mobilize in my politics and rest through burnout.
They allow me to extend my reality beyond the oppressive one I currently live in so I can dream towards a world
of reflection and liberation. Through my previous and
ongoing research, dreaming has become and continues to
be an important practice in my politics and life.
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Research Concepts
My research stemmed from the inquiry of a few
particular topics in addition to those mentioned in
the introduction, outlined in this chapter. To build
a holistic understanding of how they intersect with
design and education, it was crucial to learn about
existing theories, research, and designers. My individual experiences of dreaming, political identity,
and temporalities are as unique as they are shared;
they become reference points for me to expand my
perspective into the broader communities of which
I am apart. After all, “the personal is political,” (Kelly,
2022) as second-wave feminists including bell hooks
declared, continuing to state that “the ability to see
and describe one’s own reality is a significant step in
the long process of self-recovery” (hooks, 1984, p. 24).
This ideological foundation guided the conversation
between the inquiry of my own and my community’s
in this work.
Fig 1.4: A risograph printed zine based on my dream journal entries about violence or assault.
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Dreams
The introduction of this book detailed a few notable
dreams that I remember or recorded, though the total
number of dream journal entries extends far beyond
those. There is as much written and drawn content in
those pages as an average daily journal, taking a life and
form of its own. It would travel with me everywhere
and rest by my bed every night, compelling me to write
every morning despite any exhaustion. My dreaming
practice became an integral part of my life and held
more importance as I continued to write, blurring the
lines it shared with my physical creative practice. Naturally, the two merged and I currently make work using
my dream archive. They allow me to create space to
explore identity or desire as well as express vulnerability or rage through art.
Besides the naturally occurring phenomenon of
dreaming, I was also compelled to this facet of life
because of its intersections with political rest and
resistance. Jonathan Crary (2013) argues that sleep
has become a commodity that capitalism exploits by
forcing the working class to sleep less and produce
more. Dreams become lost to people as they wake up
to blaring alarms or nightmares of showing up to work
late. However the nature of dreams holds a powerful
space for reflection, creation, and empowerment in
direct opposition to capitalist values.
In my reflections on dreams, rest, and resistance, I
have also considered the metaphysical as an opportunity to challenge my positionality as a designer. How do
I harness the irrationality of dreams in my publications
to speak to my experiences as a queer Asian femme?
How do I make the intangible, tangible? What visual
language do I use to speak about it?

“The essence of dreams beckons it as a framework for resistance. They’re illogical, unrealistic,
and untethered to time and space, with endless
possibilities that challenge the boundaries of your
mind and imagination. They can seem as realistic
or unrealistic as your subconscious dictates, while
also revealing inner truths about your emotions
or relationships. You’re free to imagine a utopian
existence free of suffering—or you could find
yourself in a dystopia corrupted by otherworldly
beings. Because dreams are ultimately informed by
our realities, they can be as disturbing as they are
liberatory, revisiting trauma in grotesque detail
or amplifying fears in the form of nightmares.
Yet, the complexity and depth of dreams prove
to be a powerful tool for criticality. Its arbitrary
nature directly rejects capitalism and imperialism’s
ideologies that are founded on logic, reason,
linearity, and rationality.”
(Yuchi, 2021)

Asian American politics

In this comparison, Cheng (2018) describes her
examination as processing the way in which the yellow
“personhood is conceived and suggested ... through ornamental gestures: gestures that speak through the minute,
the sartorial, the prosthetic, and the decorative” (p. 429).
She then applies this to the contents of the 2015 Metropolitan Museum of Art exhibition, China: Through the Looking
Glass, which displayed ornamentalism by the presentation of several extravagant female dresses without a body.
These pieces intend to represent Chinese aesthetics in an
over-stylized nature, yet perpetuate the objectification
of “authentic Asian-ness” and build upon an inorganic
conception of Chinese femininity. The author argues
that the East Asian female body is a concept that prioritizes the lack of body and fetishizes the syntheticism of
constructed consciousness. Despite this fabricated identity, Cheng (2018) argues that ornamentalism provides a

framework to “consider alternative forms of being, not
at the site of the free, natural, modern subject and his or
her celebrated autonomy, but, contrarily, at the edges and
crevices of a non-European, synthetic, aggregated, and
feminine body” (p. 430), describing the immaterial, alternative spaces I am interested in. I interpret Cheng’s claims
as such: societal hegemonies have only allowed the idea of
authentic being to exist solely under the social and political jurisdiction of the white male gaze. Any other body,
especially that of the East Asian woman, is thus naturally
denied autonomy and agency. But as Laboria Cuboniks
(2018) famously announces in The Xenofeminist Manifesto,
“if nature is unjust, change nature!” (p. 93) supporting
Cheng’s posit that ornamentalism can directly challenge the idea of an authentic existence. After all, what is
agency? What is autonomy? Do we even need those to be
worthy of being?

Fig 1.5: Costumes from the China: Through the Looking Glass exhibition.

Throughout the entirety of my research, I questioned myself—how do
these topics of interest affect my material conditions and identity? What
is the purpose of this work and what does it all mean to me? As a queer
Asian in the United States (commonly referred to as Asian American), I
wanted to better understand how I am racialized and gendered through
time and temporalitie and in turn, how they result in consequences for
current Asians, especially those who are queer, disabled, poor, or living
with other marginalized conditions.
In Ornamentalism: A Feminist Theory for the Yellow Woman, Cheng (2018)
provides a broader theory examining Asian bodies in constructed, temporal
spaces, exploring how East Asian women—the yellow female body—is racialized by the white gaze and art. Rather than existing as sentient beings, Asian
women have historically only been considered “yellow” as bodies in the
context of pattern and dress. In the 1830s to 1850s, Afong Moy, a Chinese
woman, toured the United States as a traveling exhibition known as “The
Chinese Lady”. Audiences flocked to see her “Asianness” as she sat in a room
decorated with vases, ceramics, and silk. Cheng (2018) compares Afong Moy
to Sarah “Saartjie” Baartman, also known as the “Hottentot Venus”. At least
two African women imposed with this name were displayed as freak show
attractions in 19th century Europe. However, the Hottentot Venus was not
displayed with ornamentation; instead, she bared naked flesh for voyeuristic
audiences. The racialization of Black women through nudity parallels and
juxtaposes with that of Asian women through ornament.
(Cuboniks, 2018, p. 93)

“If nature is unjust,
change nature!”
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Fig 1.6: An evening dress from the
Valentino Shanghai 2013 show, and the
cover of Ornamentalism: A Feminist
Theory for the Yellow Woman.
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Digital speculation
In an absence of agency and humanity, marginalized communities defy the confines of space and
time through existing digital frameworks, especially
through imaginary universes or avatars. Just like
dreams, the Internet allows a boundless alternate
reality in which one can express themselves freely or
embody an entirely different identity. The Black author
and curator Legacy Russell (2020) recounts her early
experiences with avatars when she would assume
the name “LuvPunk12” to talk to strangers online, her
identity shifting from 12 year-old to 16 year-old to 60
year-old (p. 1). She was able to take on multiple personas,
even those completely opposite of her physical identity. It allowed her to navigate the intricacies of social
media on the Internet while obscuring her physical
form. The characteristics of her personas all became
fluid traits, morphing until it couldn’t be touched. This
was the power of the “glitch” within social constructs of
age, gender, race, and sexuality. When these constructs
have an inherent error (exemplified by trans, queer,
disabled, and/or people of color) there is power to
create new possibilities and identities in this mechanical disruption through avatars and alternative digital
spaces (Russell, 2020, p. 15). In an act of virtual disembodiment through avatars, online chat rooms became

lems, Butler (2000) aptly responded that “there’s no single answer that
will solve all of our future problems. There’s no magic bullet. Instead there
are thousands of answers–at least. [The student] can be one of them if
[he] choose[s] to be” (p.165), emphasizing the vastness of how a future can
materialize, even through a single individual.
Speculation is not unfamiliar to the sphere of design and education, in
which alternative worlds and dreaming prompt direct action.
Khan (2021) stresses the importance of art in dreaming of futures,
questioning if these modeled futures are “paths to being diligent, good,
serviceable intellectuals and creatives” (p. 34) instead of paths to dystopia
and destructive selves. Since dreaming is an inherently intangible act, art
and design can only be suitable in activating these dreams. Khan (2021)
recounts a time in her life when she was not allowed to go on a school
trip as a punishment and the teachers left her alone in detention, where
she eventually spent the time illustrating a fantastical story about going
on the trip (p. 32). Relieved of the hierarchical and suffocating structures
of the teachers’ presences, she credits this creative experience to the

(Left) Fig 1:9: My IMVU avatar. (Right) Fig 1.10: My GaiaOnline avatar.

sharing defy the traditional idea of authenticity, which
revolves around complete individual autonomy. Yet,
digital members of the South Korean queer community found power by concealing their identities and
posting their most genuine thoughts to online forums.
The Roda.kr archives revealed such concealed yet
vulnerable thoughts—“I don’t have a type, but I don’t
get along well with butches. I’d like it if you didn’t
look too queer” (Hyperlink Press, 2021, p. 11) or “My
concern is that my family is very family-oriented, so
if you are out, you might not be for me” (p. 15). LB City
not only provided the space to reclaim or surrender
agency but also utilized the digital space to envision
a utopia for lesbians that would eventually bleed into
reality (Whang, 2019, p. 6). When logging on, LB City
“citizens” navigated the online world with virtual
public infrastructure such as libraries or city halls
that allowed residents to “form, nurture, and develop
their own city with the chosen community members”
to create multiple cities surrounding various interests
including music, animals, or games (Whang, 2019, p. 9).
LB City directly speculated and created a world that its
residents hoped to build towards.
Especially with the rise of new technology and
the growing dependency on digital forms of communication, people continue to turn to the internet as a
space of expression and resistance. Internet culture is
a powerful tool that subverts the linear constraints of
space and time, leading to new inquiries about marginalized individuals and their relationships to their
dreams of the future.
Speculative worlds are a powerful tool for individuals to reject the physical world that they live within,
turning to an alternate temporality to find refuge and
care. Acclaimed Black science fiction author Octavia E.
Butler (2000) used her novels to address the systemic
issues in the United States, claiming all she did was
“look around at the problems we’re neglecting now
and give them about 30 years to grow into full-fledged
disasters” (p. 165). When confronted by a student who
was frustrated by the lack of an answer for these prob-

(Left) Fig 1:7: My Zepeto avatar. (Right) Fig 1.8: My Animal Crossing avatar.

an infinite expanse of opportunity to escape the hegemonies that oppressed her.
Taehee Whang (2019) explored this realm of possibility expressed through the South Korean lesbian
scene in the early 2000s. On the website LB City,
Korean lesbians could express their thoughts truthfully through the comfort of a queer online space and
the anonymity of the Internet. Whang (2019) claims
that LB City allowed the “South Korean LGBT community [to] fully embrace the Internet’s anonymity by
exploring and sharing their sexual and gender experience” (p. 5) in a lesbian cyber utopia.. Hyperlink
Press’ (2021) Remembering LB City: On PracticePracticePractice also archives online posts from Roda.kr,
a major lesbian dating community from the 2010s (p.
9). The paradox of digital anonymity and communal
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(Bottom left) Fig 1.11 :
My Fire Emblem:
Awakening avatar.
(Right) Fig 1.12: A still
from Cloud Atlas (2012).
(Bottom right): Fig 1.13: A
still from Ghost in
the Shell (2017).

17

Digital Speculation

Everyone I know who teaches has one of
a few fantasies right now. Some want an
alternative education structure, a kind of
radical schoolhouse where one might offer
new learnings beyond extraction and capitalist
logics, or they want to leave everything for a
home in the woods. off the grid. There they
dream of a learning style that is firmly outside
the reach of technocratic aims, one that is
resistant to or at least openly questioning of
neoliberal values. A place for thinking beyond
production, beyond being good creative
workers. A place to abandon narrating one’s
artistic life as tidy entries towards a sure end. A
place to take up the intellectual path as a series
of unanswerable questions that are iterated and
refined through the arc of one’s life.
Nora N. Khan for Deem Journal

feeling of refuge through art and freedom and declares,
“Where else except in such a projected, simulated,
fantastic space could the dream of art unfold and its
power—to disrupt both my present and future—make
itself known?” (Khan, 2021, p. 35). In her experience, it
is clear that her imaginary, speculative space informed
her creative practice as much as her consequent pursuit
in art education shaped her dreams of the future.
Temporalities can influence us in various ways
beyond future-building, especially marginalized
communities. Octavia Butler (1980) also once asked,
“Why have there been so few minority characters in
science fiction?” (p. 182) contemplating the lack of
diversity in science fiction and the absence of Black
humans in worlds that host aliens. For the yellow body,
science fiction often reimagines East Asian people as
robotic cyborgs, best exemplified through films such
as Ghost in the Shell, Blade Runner, and Cloud Atlas. In
2016 Dawn Chan poignantly asked, “Is it possible to be
othered through time?”, detailing the history of Euroamerican society’s fascination with portraying futurity
through East Asian aesthetics in films such as those
listed. These movies’ technologically advanced environments are often bright, neon, and ornamental—an
extravagant display of techno-orientalism, a term most
notably coined by David S. Roh, Betsy Huang, and Greta
A. Niu (2015), in which Asian people are reduced to
accessories or objects through the imaginations of a
white hegemonic future. Rather than having agency
or humanity, Asians are only given the opportunity to
exist “in the future, but not the present; in alternate
realities, but not this one” (Chan, 2016).
When examining the future, the consequences
of present-day racism and other forms of violence
are prevalent. Techno-orientalism in media directly
reflects the circumstances in which Asian people
exist under a white supremacist society. The rise of
the COVID-19 pandemic highlighted the nationwide
shift in mindset towards Asian Americans who became
perceived as primitives for supposedly eating anything
that moves or cyborgs capable of committing global
biological warfare (Wong, 2020). These perceptions
led to a steep rise of individual and state violence
towards Asian people, the fears of the future seeping
into the fears of the present. In a world that refuses to
humanize Asian bodies, we are in constant oscillation
between existing in material realities and immaterial
speculations. This research aims to help better navigate this ambiguity and its endless possibilities.

Fig 1.14: A still from Ghost in the Shell (2017).
Fig 1.15: A still from Blade Runner (1982).

(Khan, 2021, pp. 34-35)
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Research Question

Methodology

How does the collective pedagogical thought
of a community inform a design practice?

Within my dreaming and the future worlds that I imagine, I can trace
a thread back to my design practice and pedagogical interests. The main
question I plan to answer in my research is: How does the collective pedagogical thought of a community inform a design practice? As I continue my
personal practice in education and design, I aimed to learn more about how
these two fields coexist to produce fruitful communal relationships and
create new methods of making, seeing, and learning.
While I consider myself a “designer”, I also reject that term given how the
industry has defined it. In my professional experience, designers often narrow
themselves into the label of “creative”, refusing to acknowledge their abilities
to produce cultural labor in facets other than visual design. In an abolitionist
praxis, designers can of course contribute their skills by producing posters
or social media infographics but they can equally contribute their presence
at donation drives, fundraisers, or protests. Thus, designers are not solely
designers; they can also be activists, organizers, authors, laborers, caretakers—
the list goes on and on—and, of course, they can be educators. In my research,
I am specifically interested in how design and education can work together to
explore speculative futures and political identity. Just as I was able to examine
my identity through my design practice, I also want to understand how other
individuals in an academic and design environment view the world through
their racial, sexual, gender, or political lens as well as open up conversation
about their lived experiences. I also want to incorporate a creative perspective
into this examination and understand how design factors into the way these
individuals perceive their reality and take action towards the changes they
want to see within it.

20

To address my research questions, I conducted a workshop series The
Subconscious as Politics which consisted of two events revolving around
my practice and inquiries. In 2020, I facilitated my first workshop Community in Bloom with my friend and colleague Stephanie Wu. As a result,
I became aware of how much analytical research must go into generating the workshop syllabus in addition to the logistics such as funding,
designing, advertising, and outreach. Through Community in Bloom, I was
able to connect and collaborate with other designers and organizations.
Despite the amount of effort needed to facilitate these, I was inspired to
continue organizing workshops as a way to synthesize my research, share
my knowledge as well as receive others’, and meet new people. This aligns
with my agreement to Paulo Freire’s (1972) remark that “the pursuit of full
humanity, however, cannot be carried out in isolation or individualism,
but only in fellowship and solidarity” (p. 85). At the core of my practice
and values, I want to work towards a world of liberation that is anti-classist, anti-racist, anti-homophobic, anti-sexist, and free of systemic
oppression. I believe the most sustainable method to create that world is
to teach empathy and criticality to peers, children, and all others in one’s
community. Instead of education as a tool simply for obtaining new pieces
of information, it should also support the development of being. We are
constantly becoming as “unfinished, uncompleted beings in and with
a likewise unfinished reality” (Freire, 1972, p. 84) within this complex
world. My motivations stem from these beliefs.
This research also draws inspiration from Todd Honma’s (2016) course
that he details in “From Archives to Action: Zines, Participatory Culture,
and Community Engagement in Asian America”. The course he describes
in the article investigated the zine culture of Asian Americans, focusing on
the student-found newspaper Gidra that ran in the 1970s (p. 34). Students
familiarized themselves with the publication archive in order to identify
recurring themes in political zines—identity and action; positionality and

politics; local and global; and campus and community
(p. 35). Honma (2016) claims Gidra “serves as a model
for community-engaged publishing” (p. 37) which led
students to use the publication’s aesthetics and themes to
create their own class zine. Using the foundational information from the course material, students were able to
work with their immediate community of LA Chinatown
residents and publish the zine “Chinatown Changing:
Gentrification in LA” (p. 40).
I followed Honma’s framework when proceeding with
my thesis research. Just as Honma was able to introduce
Gidra to his students and identify themes as a class, I was
able to share findings from my existing research with
workshop participants and produce a collective revolves
around my Asian American identity but the overarching
themes can apply to all marginalized bodies’ experiences.
Honma’s class was able to dissect Gidra, a singular publication, in order to apply it to their specific context. In my
workshops, dreaming acted as a starting point in order to
create an intersectional understanding of anti-racist, antisexist, anti-ableist resistance.
While physical spaces are slowly opening up and
available for use, I decided to host both of my workshops
online through the video conference platform Zoom and
the web-based design software Figma. I considered that
designing virtually would provide more flexibility for
participants who might be joining from different time
zones or locations. Additionally, I could divert effort from
facilitating a physical space into facilitating and designing
the virtual space. Both Figma and Zoom are free, synchro-

“Education [is] the practice of freedom… [that]
denies that man is abstract, isolated, independent,
and unattached to the world; it also denies that the
world exists as a reality apart from people. Authentic
reflection considers neither abstract man nor the
world without people, but people in their relations
with the world. In these relations consciousness
and world are simultaneous: consciousness neither
precedes the world nor follows it.” (Freire, 1972, p. 81)
21

Methodology

Scopes and Limitations

nous, and widely used in their respective industries, while
Figma is completely web-based and doesn’t require users
to download any external resources. The accessibility in
both platforms spoke to the concepts of alternative digital
spaces that I intended to convey through my workshops.
Despite any systemic inequalities that design perpetuates
daily, the space held during the workshops would be siloed
from it—a temporary utopia.
The two events I conducted for my research are laid out
in further detail in the next few chapters. The first event
I hosted was an online workshop with a film screening of
Paprika, directed by Satoshi Kon in 2006. Film screenings
are a powerful space for community in which participants
experience the same piece of media at the same time,
then commune to share their reactions. This workshop
began with activities on Figma, followed by a presentation, another activity, then the film screening. All these
elements surrounded the topic of dreaming with various
perspectives so participants were able to consider their
personal experiences and external perceptions of dreams.
For the second event, I hosted a collaborative zine
workshop that published a final zine. Since there were
more components to the end result such as layout,
printing, and publication, I had to consider several steps
of planning and coordinating. The workshop entailed
three portions, each containing a short presentation and a
period of time for digital designing on Figma. Each presentation addressed the relationship between dreams and
futures as well as how this concept can produce community political action. The following time allocated for
designing provided prompts for participants to answer
using a myriad of tools.
Both of these workshops heavily implemented an
a/r/tography practitioner research methodology, in
which I engaged with participants to obtain information
and data while simultaneously teaching. Rita L. Irwin
(2013) defines it as “a living inquiry… constituted through
artistic and textural understandings… as well as artistic
and textual representations” (p. 104). Just as my workshops
produced visual representations of the activities and are
archived creatively, a/r/tography can produce “artifacts
and written texts” (Irwin, 2013, p. 104) in response to their

The methodology and process outlined previously
has advantages and disadvantages to this research. I only
conducted a few workshops with an audience bound to
limitations such as technological access or time zones.
Because this is a singular examination of only two workshops, this research will not be applicable to all instances
of analyzing design education or speculative futures.
While I am able to work closely with the entire process of
organizing and facilitating the workshops, I am bound by
the limited resources of my academic institution and my
immediate community.
I had limited time to plan, organize, design, and
advertise for the workshops and was not able to run
multiple iterations within the program timeline (though
I hope I can do so in the future). My experience in design
is restricted to my 4-year undergraduate design career in
which I have only taken certain classes in certain fields.
As a workshop organizer and facilitator, I can’t claim
to bear more knowledge than the participants given
my finite understanding of dreams, politics, and design
especially when I am still constantly learning. Another
limitation to having only studied design for a few years
is that my network and marketing reach are quite limited—I was able to advertise my workshops to most, if not
all, of the school’s departments in addition to some adjacent communities. Other groups that were able to help
expand my advertising scope were ones in which I was
previously involved, such as Futuress, POWRPLNT, and
Radical Characters.
As a result, several participants were fellow art
students or other designers with similar interests as
mine. Therefore, my research cannot claim to examine
design or education as a whole and I cannot extend it to
a larger scale without adjusting the workshops based on
the audience it caters towards. If I plan to broaden the
scope of this research, I must understand the environment of student designers outside of this school, develop
a broader design practice, and run multiple iterations of
my workshops.

research. My inquiry exemplifies this practice because I
was not simply observing a phenomenon using traditional
quantitative data but rather I developed a curriculum
that produces work and qualitative data. While there
are pieces of quantitative data such as the number of
attendees or the duration of the event, qualitative data
holds more value in this research because design is inherently subjective. I also centered the value of community
in my process and wanted my workshops to extend care
to the participants, which would not have been possible
without an a/r/tography method because of its “rhizomatic nature” that “allows for interconnections, a form of
conversational as relational” (Irwin, 2013, p. 105).
In the following chapters I will recount my observations of the organization, facilitation, and feedback. I will
lay out documentation of each workshop with photographs, feedback comments, and links to provide a holistic
analysis of my research. There is a great deal of visual
data that is open to interpretation due to its ambiguous
nature, in contrast to the easily verifiable nature of quantitative data. While I explain how I interpreted the data
and evidence I collected, the nature of a/r/tography allows
this project to be an “occasion for creating knowledge” and
making meaning (Irwin, 2013, p. 105) to prompt further
inquiries and observations.
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Workshop 1

The How to Dream workshop aimed to
examine the concept of dreaming in both
sleep and politics. Participants would
learn about the different definitions of
dreaming and how they affect memory,
time, communities, and futures to develop
a more holistic view of this subconscious
space. Upon learning more about dreaming,
participants would then utilize the Figma
platform to respond to prompts to reflect on
their personal dreams. After these activities,
the participants were invited to watch
the film Paprika through Zoom, allowing
everyone to apply their new understandings
to the movie plot.
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How to Dream

During the presentation portion of the workshop,
I introduced several relevant concepts. We can interrogate dreams as reality through the famous Chinese
scholar ZhuāngZi’s (3rd century BC) butterfly
dream in which he dreamt he was a butterfly, but
when he woke up he questioned whether he was a
human dreaming of being a butterfly or if he was a
butterfly dreaming of being a human. The artist Gūo
FèngYí also exemplifies this query in her practice.
She claimed the practice of Qìgōng released spirits
that were embedded in her body and subconscious,
bringing their existences into our physical reality
(Hoptman, 2020, p. 10).
Dreams can also relate with memory; there is a
theory that all faces in our dreams are based on ones
we have seen in reality, but the hoax of “This Man”
claims otherwise. Circa 2009, a mysterious website
insisted that people worldwide were dreaming of the
same man, yet he didn’t exist in real life (“Ever dream
this man?”, 2009). Countless personal anecdotes
insisted they have never seen the man’s face before,
yet he still appeared in their dreams to offer advice
or simply stand there. Then perhaps dreams are not
only influenced by the past and present which begs
the question of whether dreams can be influenced by
the future.
Science fiction writers such as Octavia Butler
well exemplify this inquiry, using their imagination
to create dream-like futures. They can be as whimsical and abstract as alien planets or as tangible and
political as dystopian governments. Montreal-based
artist Yen Chao Lin tells fortunes in her installation
Perchance through slips of paper with her dreams
written on them (Lin, 2018) and meanwhile, the design
studio Hyperlink Press also interrogates futures
through building immaterial dreamscapes in its zines
and how early 2000s Korean lesbians created a cyberutopia (Whang, 2019, p.6). These artists envision an
optimistic vision of liberation and free expression,
but their work also leads into the question of whether
dreams are also able to be harnessed as a means of
regulation or control.
The premise of the movie Paprika imagines a device
that allows one to enter other people’s dreams (Kon,
2006). While it’s initially seen as a tool for liberation
and overcoming the characters’ trauma, it turns into
an object of control. The villain uses it in an attempt to
colonize the dreamspace leading to disastrous effects

Goals

as reality and fantasy blur. We can draw parallels from
the movie in our present reality in which corporations
try to colonize all aspects of human behavior, including
sleep and dreams. As previously mentioned Crary
(2013) notes that sleeping has become commodified
under capitalism. An abundance of apps and products claim to optimize sleep when they actually aim to
optimize productivity during the day. Capitalism also
touches dreams. Common nightmares include showing
up late to work or taking tests and a lack of dreams
often correlate with a lack of sleep. Thus while dreams
can be liberatory, they can also be oppressive. However
if approached intentionally, dreams can be subverted
to escape these cycles of control.

More information in the Figma file. Please see
appendix.

Fig 2.1: Artwork by Guo Fengyi.

Fig 2.4: Painting of Zhuangzi’s dream.
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Fig 2.2: Remembering LB City by Hyperlink Press.

Fig 2.3: Promotional poster for Paprika in Japanese.

Fig 2.5: Perchance by Yen Chao Lin.

Fig 2.6: A rendering of “This Man” from the “Ever Dream This Man?” website.
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Fig 2.7: Screenshots from the workshop.

Fig 2.8-10: Screenshots from the workshop presentation.
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Fig 2.11-14: Screenshots from the workshop presentation.
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How to Dream

Outcomes

“I am prioritizing sleep more and noticed
how much better it feels sleeping around
10pm. Still not remembering my dreams yet,
I think still a little too exhausted/overwhelmed. Excited to start experiencing
dreams again when it happens.”
A semi-diverse group of designers, illustrators, educators, fine artists, and students from the US and Europe took
part in this workshop. The event began with an icebreaker
in which participants used images, text, and other built-in
Figma tools to describe what they wanted to dream about.
The responses ranged from animals to supernatural
universes to feelings of peace to Internet memes. Most of
the dreams were expected, such as those of exciting activities (water parks, sandcastles, outer space) or comforting
artifacts of nostalgia (Little Tikes cars, kittens, family). A
few were unconventionally specific, such as wanting to
live in the universe of the animated TV show Avatar the
Last Airbender. The impression during this time was optimistic and based on responses relating to emotions, most
people desired a calm, stable, and loving dream. Other
phrases that were shared included “meditate”, “indulgent”,
“cathartic” and “remembrance”.
I then presented the topics from the previous
chapter, then directed participants to another activity.
It prompted them to visualize their dream experiences
with the same tools, encouraging them to treat the
virtual space as a digital collage of fantastical imagery
and ideas. Because it encouraged participants to draw
on existing dream memories, the resulting collages
contained more specific images and an abundance of
original written text. Personal photos populated the
digital space and some even added documentation of
their previous artwork. Similar to the first activity, there
were specific objects such as La Croix or Mr. Potato but
the responses relating to feelings differed and were
more negative. Through writing, people recounted
dreams in which they experienced death, intense
emotions, constipation, embarrassment, sadness, or
anger. The scale of these written acknowledgements
contributed to the negative feelings these dreams
carried. Several were much smaller than most of the

images on the Figma board, prone to being overlooked
when viewing the board and requiring one to zoom in
closely to actually read the text.
In both activities, there was a consistent dialogue
amongst participants through the Zoom chat, Figma,
and beyond. Archived are pieces of conversation that
occurred during the event in reply to participants’
collages. “omg so cute”, writes someone next to a drawing
of two figures hugging. The large script that proclaimed
“i want to dream of answers because i am very confused
at this point of my life” prompted others to add “same”
and “me too” nearby.
The board also archived a notable digital conversation
I had, in which somebody placed a photo of a Mario game
and another person remarked, “omg this wii fit game..
you flap your arms to fly... that’s the ONLY way i fly in my
dreams NOW LMAO. or i hover like princess peach in SSB”
to which I added, “omg lowkey same but i pedal my legs like
im on an invisible bike”. Amidst all the sentimental dream
recollections, we were still able to find humor in our seemingly niche shared experiences. It is difficult to know or
trace who participated in this conversation but I believe
the semi-anonymity of this workshop allowed everyone
to be more honest and communal. Although everybody
signed up with their names and exposed their physical
identities through Zoom, the space allowed everybody
to enter a state in which they embodied something other
than themselves, a semi-anonymous digital avatar drifting
amongst a flurry of others.
Afterwards participants were invited to watch
the film Paprika through Zoom because the movie
contained several themes included in the workshop
presentation. The movie raises the plot of a technologically advanced world that produced a device which
allows one to enter people’s dreams. In considering
how the workshop analyzed dreams as a tool for liber-
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ation, the movie questions whether that is accurate
when dreams can also be utilized as a tool for destruction and control. It visualizes the concept of bridging
the conscious and subconscious, hypothesizing that it
could produce devastating consequences if an unregulated dreamspace becomes systematized.
Participants commented on the film’s themes in the
Zoom chat but overall the responses were not as fruitful
as those from the Figma activities. Upon further reflection I realized the event spanned around three hours
and covered several pieces of information that can
be difficult to synthesize in a short amount of time. To
confirm my observation, a participant shared written
feedback with me through a post-workshop form,
commenting that they think “some discussion about the
movie after would be nice. But the event was relatively
long and went quite late, so it’s understandable that
people were tired.” I was able to then adjust my facilitation in the second workshop to better manage time and
provide space for verbal discussion.
Besides these pieces of evidence and documentation,
the direct feedback I received from participants also indicated that I achieved my goal of teaching new concepts

about dreaming. One respondent wrote, “I did actually
have a series of really vivid dreams the week afterwards!!
it was crazy and NOT expected since i usually don’t
remember my dreams upon waking. i think i want to keep a
consistent dream journal now.” Another wrote, “I am prioritizing sleep more and noticed how much better it feels
sleeping around 10pm. Still not remembering my dreams
yet, I think still a little too exhausted/overwhelmed.
Excited to start experiencing dreams again when it
happens.” Just as the participants were able to learn from
me, I was able to learn from their perspectives through
the design contributions and feedback. I was able to break
the binary between teacher and student, “reconciling the
poles of the contradiction so that both are simultaneously
teachers and students” (Freire, 1972, p. 72).
Through the comments, images, and conversations
that arose from this workshop, I was able to visualize
more clearly a collaborative design pedagogy through
dreaming. Just like the concept this workshop focused on,
the outcomes were illogical and fantastical. Although not
traditionally legible in the same way that quantitative data
is, this event provided a wealth of knowledge and information for my research.

“I did actually have a series of really vivid
dreams the week afterwards!! i think i want
to keep a consistent dream journal now.”
Fig 2.15: Images originally posted by participants from the workshop.
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Fig 2.16: Images on this page are originally created by participants from workshop.

Fig 2.17: Text on this page is originally created by participants from workshop.

Fig 2.18: Images on this page are originally created by participants from workshop.

Fig 2.19: Images and text on this page are originally created by participants from workshop.

Workshop 2

The second workshop of the series, Offerings,
aimed to provide a better understanding of
creating futures through design. It was planned
with the intention of producing a printed zine
after the event, containing contributions from
the participants. I approached the workshop
with a new perspective after reflecting and
incorporating the feedback from the first one.
After a short introduction and welcome, I
started the event with a meditation to ground
the group physically despite being in a shared
virtual space. The digital space occupied
through Zoom, Figma, and external websites
became the alternative world in which we
could explore the possibilities of speculation
and futures. While the first workshop focused
on dreaming and immaterial worlds, this one
revolved around how dreaming can then
translate into the material world and create
tangible change.
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Offerings

Participants learned about time as oppression
through the concepts of crip time and queer time.
While the passage of time is experienced by everyone,
individuals—especially those who are disabled and/or
queer—navigate it differently than how societal structures dictate them to do so. For disabled people, crip time
“bends the clock to meet disabled vqueerness doesn’t
subscribe to these norms and instead “develop[s]… in
opposition to the institutions of family, heterosexuality,
and reproduction” as an “outcome of strange temporalities, imaginative life schedules, and eccentric economic
practices” (Halberstam, 1961, p. 17).
With new understandings of time, one can begin
to develop methods of resistance to imagine and
materialize the future. Complicity can lead to dystopian consequences while idealism can lead to chasing
impossible utopias. Other marginalized communities
also harness temporalities as politics, such as Afrofuturism which visualizes Black people existing in the
future with agency and care. Imagery of futuristic Black
bodies such as Janelle Monáe’s album covers for ArchAndroid, Dirty Computer, Many Moons, or Electric Lady
subvert the consistent dehumanization perpetuated
by white science fiction. Additionally, films such as
Black Panther fabricate the country Wakanda, a technologically advanced society in Africa, and examine its
relationship with colonialism and the African diaspora.
It parallels techno-orientalism, also sometimes dubbed
Asianfuturism, as a framework for research but with the
cultural and historical specificities of the Black community. This is the same with Chicano futurism and queer
futures. During the workshop, I argued that all types
of futurisms are ultimately about resistance, community, understanding, and healing within a capitalist and
white supremacist system, but have their individual
nuances that allow them to act as cross frameworks for
each other.
Finally, I aimed to connect all of these topics with a
creative practice since the participants all had various
backgrounds in art. Exemplified by contemporary
designers such as Annika Hansteen-Izora, design is
able to depict futures through visual language and form
community within a shared practice. All of these topics
culminated in the creation of the collaborative zine
which further strengthened a community of care and
future-building within the workshop space.

Goals

Fig 3.1: Screenshot from the workshop.

Fig 3.2: Screenshot from the workshop.

Fig 3.3-4: Screenshots from the workshop presentation.
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Offerings

Outcomes

This workshop hosted designers and students from the
US and Europe, including design students from the Rhode
Island School of Design, Brown University, and Missouri
State University. The group began with a short meditation
to invite participants to become situated within the physical and virtual spaces from which they were joining, then
I conducted a lecture-style presentation similar to that
from the first workshop. The presentation was shorter and
led into a space for zine making. On the Figma file, there
were several 5.5”x8.5” artboard frames for everybody to
design within. Participants were prompted with the questions “What are your subconscious and political dreams?
How do you visualize, describe, immerse in them?” and
instructed to make a digital dream collage using images,
drawings, colors, shapes, and text similar to the first workshop activity.
After around fifteen minutes, the format repeated
in which I gave another short presentation about futurisms then posed questions for participants to answer:
“What do utopia and dystopia look like for you? How
do those exist in your time(line)? What has historically enacted change?” The design prompt asked them
to “think of an event/piece of time with significance.
The scale is wide—this can be from your personal life
or a historical event or something seemingly arbitrary.
What could have happened instead? What kind of story
do you want to tell instead?”.
The format repeated for the last time and the final
presentation introduced several frameworks of futurisms implemented in marginalized communities such
as Afrofuturism or techno-orientalism. The participants
were then invited to consider who their community is.
“What is happening in your community now? In this
imagined reality, what is your positionality? What information, images, gestures do you offer to your future?”
In each prompt, the participants designed independently and collaboratively using a variety of digital
tools. Despite the limitations of the rectangular zine
format, everyone was able to create unique visual
representations in response to the prompts, using the
myriad of tools available on Figma. Many embedded
photos, drew with the pen tool, or generated gradient
overlays on images. I also provided links to several
external websites such as an ASCII art generator, a pixel
drawing platform, and fancy text generators. These
websites were used in a variety of methods, such as
writing poems in ASCII then manipulating the tracking
to render it illegible. One individual asked if they could
design elsewhere such as on Illustrator or Procreate
to which I confirmed they could. As a result, the zine
pages were a mixture of hand-drawn and digital images.
Because the participants had backgrounds in design
or zine-making, I felt more like an observer rather
than a teacher since my focus was on documenting

Fig 3.5-6: Screenshots from the workshop presentation.
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and immersing myself in the creative process with the
participants. Most people did not have any technical
issues such as navigating Figma or using the provided
websites. Rather, the space and community fostered a
fluid dynamic that focused more on responding to the
prompts. I noticed that during all online workshops I
have facilitated, most prefer not to unmute their microphones since it’s difficult to talk naturally like one would
in a physical space. Therefore during Offerings I sent all
participants a link to a collaborative playlist, allowing
them to add songs that would play throughout the duration of the event. This added another layer of community
and fluidity, with some participants bonding over shared
music taste while designing together.
With all of these factors, this workshop gave me
much more insight into a communal design practice
sparked by a community-based pedagogical practice.
The zine that the collective produced is an embodied
visual artifact of our contemplations on temporalities,
futures, and politics. In addition to documenting their
responses to the given prompts, this zine also serves as
a public continuation of the conversation surrounding
how we can utilize design for political future-building.

This zine is available for digital download and
printing. Please see appendix for more information.
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Fig 3.7-14: Scanned spreads from the collaborative zine.
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Reflection

This research has taken me into several
avenues and allowed me to learn more than
I imagined. As I’m writing this, I consider my
positionality as a “designer” and question if
this work that I have been doing is “design”.
I was taught to think designers had to aim
for perfection—that a designer should
understand everything about their work,
audience, and choices to polish their work
to precision. Crisp shapes, text rounded by
the pixel, a mathematical attention to grids.
As I grew, so did my outlook on my practice.
Not only were my posters and books a part
of my design practice, so were the reading
groups I hosted with friends, the collection
of photos I posted on social media, and of
course the workshops I organized. These
seemingly rigid facets of my life blur and
bleed into each other like an unpolished
image, informing my lived experience
and research interests. Everything I do is
constantly in dialogue at the crossroads of
pedagogy, design, and community.

The workshops allowed me to continue my creative
practice through zine-making and digital design while
expanding my educational practice in lesson planning
and facilitation.
When I hosted Community in Bloom alongside Stephanie to an audience of our fellow students, I gained a
clearer understanding of how to host a virtual event and
what to expect during the collaborative making. We also
had to troubleshoot several technical issues, which I
was then able to anticipate during my own Subconscious
as Politics events. Although our initial audience was
composed of like-minded students who we were mostly
familiar with, Community in Bloom helped me anticipate
how others approach a collaborative design space and
what behavior would occur. All of these facets informed
how I approached my workshops, allowing me to focus
more effort on the lesson and facilitation rather than the
logistics and technicalities. Of course, I could not have
anticipated the overall outcome or turnout but it gave me
the confidence to adjust and prepare accordingly.
Because the nature of workshops is extremely generative, I was able to use participants’ visual responses to better
examine how they engaged in my lesson. In How to Dream,
participants intimately wrote and collaged to describe
their dreams, creating a unique space for vulnerability and
expression. Since my journey with dreams began in solitude with just my journal and me, I was pleasantly surprised
to see the collective mindset of sharing vulnerability that
evolved from this event; it was inspiring for me to witness
and learn from this. Whether it was reading reflections
written by close friends or total strangers, I felt a sense of
common understanding and sharing that could only be
achieved through this kind of event.
In Offerings, I connected with many inspiring designers
who shared their creative labor with me generously by
producing a 72-page zine, distributed across the US and
Europe (and hopefully more countries). Though the event
itself has ended, I hope to share the zine through future art
book fairs, exhibitions, and websites. Having the tangible
production of a collaborative zine exists as a physical
extension of the workshop; although the participants
likely will never connect in this way again, this artifact
continues to live on in their possession and their communities. It has the potential to travel through the Internet or
other means of distribution, contributing to the abundant
publishing community.
Although both workshops touched on molding and
anticipating the future, I surprisingly did not integrate
that into my personal life. Despite several major life
changes looming around the corner, I refused to dwell on
the anxieties of prospective careers or industries. Ironically, I was spending most of my time during this program
attempting to feel more grounded in the present, focusing
on how my labor was being exerted to and consumed by
the institution, my peers, and myself. This is a quite stark
contrast from my previous mindset when organizing
Community in Bloom and composing my undergraduate
thesis. Before, I was deeply interested in how design
communities can sustain changes in politics or identities
while considering how to increase the longevity of our

event. While design does have the capacity to enact longterm change, it usually happens under the oversight of
nonprofits or other organizational efforts, which we did
not have at the time.
Thus I have come to realize that workshops and zines
are inherently ephemeral; it is hard to sustain them
consistently without the appropriate resources and
labor. Upon understanding this I was able to reaffirm the
nature of this work. Zines were a suitable medium for
this research that examines the fleeting phenomenons
of dreams and time. I also can’t expect to form a comprehensive digital curriculum for all designers especially in
the span of a few months; rather, inching closer to understanding is enough for now.
And yet despite all the labor I have put into this
project, I can’t say that I have a clear answer to what I had
questioned—How does the collective pedagogical thought
of a community inform a design practice? I continue to feel
confused and jaded especially given that my resources
are limited in this institution and there are so many
opportunities I have yet to explore. However, I was able
to get a glimpse of what these might look like through my
workshops but continue to challenge the ways in which
design, education, identity, and temporalities communicate through a sustained inquiry beyond this thesis.
To expect a comprehensive answer after this
research is contradictory to its nature. Just like Octavia
Butler (2000) told the skeptical student, there are
thousands of answers to my inquiry and thousands of
possibilities to arrive at a new understanding. I consider
my research one that is lifelong because I will always
be learning more about myself, my communities, and
our potential for change. I am constantly in a state of
becoming and am nervously excited to think about my
work growing alongside my research and practice in
design and education.

Slowly but surely though, I
begin to see a blurred vision
of the future sharpen into an
image of liberation.
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Appendix

Resources
If my work has inspired you to take action, please support the following organizations, initiatives, and projects
through donations, volunteering, or other means of mutual aid.

How to Dream workshop on Figma

Offerings workshop on Figma

Fig 1.4: Yuchi, N. J. (2021). Untitled [Risograph, decorated
paper]. Providence, RI, USA.

Offerings zine for download and print

Fig 2.1: Guo, F. (1989). Fetus [Colored ink on calendar
paper].

Fig 1.5: Metropolitan Museum of Art. (2015). China Fig 2.2: Whang, T. (2019). Remembering LB city (Vol. 1).
through the looking glass. New York, New York,
Hyperlink Press.
USA.
Fig 2.3: Kon, S. (Director). (2006). Paprika. Sony Pictures
Chinese Export Vase (early 15th century); evening
Entertainment Japan.
dress by Roberto Cavalli, fall/winter 2005-6; and
Fig 2.4: Lu, Z. (16th century.). Zhuangzi Dreaming of a
evening dress by Alexander McQueen.
Butterfly [Ink on silk]. Art Institute of Chicago,
Fig 1.6: Valentino S.p.A. (2013). [Evening dress, “Shanghai”
Chicago, Illinois, United States. https://www.
collection”]. New York, New York, USA.
asianart.com/exhibitions/taoism/butterfly.html
Fig 1.7: Yuchi, N.J. (2021). [Zepeto 3D cartoon avatar with
brown hair]. https://zepeto.me/

Fig 2.5: Lin, Y. C. (2018). Perchance [Silk, cotton, embroidered appliqué, sequin, lace, hair, ink, raku
pottery, reed, paper, letterpress text]. SBC Gallery
Fig 1.8: Yuchi, N.J. (2021). [Animal Crossing cartoon
of Contemporary Art, Montreal, Canada. http://
avatar with black hair and bandages].
yenchaolin.com/home/perchance/
https://animal-crossing.com/
Fig 2.6: This Man portrait. (2009). http://www.thisman.
Fig 1.9: Yuchi, N.J. (2021). [IMVU avatar with black hair].
org/oldsite/
https://about.imvu.com/
Fig 2.7-19: How to Dream. (2022, February 9). Figma.
Fig 1.10: Yuchi, N.J. (2021). [GaiaOnline cartoon avatar
Retrieved May 18, 2022, from https://www.figma.
with brown hair and a blue hat]. https://www.
com/files/project/48629778/Team-project?fuid=
gaiaonline.com/
723723640790904159

The Asian Prisoner
Support Committee

The BDS Movement

works to end international support
provides direct support to Asian and
for Israel’s oppression of Palestinians
Pacific Islander (API) prisoners and
and pressure Israel to comply with
to raise awareness about the growing
international law.
number of APIs being imprisoned,
detained, and deported.

Indigenous Women
Rising
is committed to honoring Native &
Indigenous People’s inherent right to
equitable and culturally safe health
options through accessible health
education, resources and advocacy.

Fig 1.11: Yuchi, N.J. (2021). [Fire Emblem: Awakening
avatar].

Fig 3.1-14: Offerings. (2022, March 26). Figma. Retrieved
May 18, 2022, from https://www.figma.com/
f iles/project/52347035/Team-project?fuid=
Fig 1.12: Wachowski, L., Wachowski, L., & Tykwer, T.
723723640790904159
(Directors). (2012, September 8). Cloud Atlas.
Warner Bros. Pictures.
Fig 1.13-14: Sanders, R. (Director). (2017, March 16). Ghost
in the Shell. Paramount Pictures.
Fig 1.15: Scott, R. (Director). (1982, June 25). Blade Runner.
Warner Bros.
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PrYSM (Providence Youth Red Canary Song
Student Movement)

Survived and Punished

organizes at the intersections of race,
class, gender, and sexual orientation
by centering youth, female, queer,
and people of color leadership in our
campaigns, our organization, and our
communities.

believes that prisons, detention
centers, all forms of law enforcement,
and punitive prosecution are rooted
in systems of violence, including
racial, anti-trans/queer, sexual, and
domestic violence.

centers basebuilding with migrant
workers through a labor rights framework and mutual aid. We believe that
full decriminalization is necessary for
labor organizing and anti-trafficking.
#RightsNotRaids #SexWorkIsWork
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